Beautiful Maud belongs to a heroine-prototype that appears in a very large number of works. The heiress promises her exacting and aristocratic father that she will restore the family's honour. She is entangled in an odd relationship with her uncle, a relationship that can be termed magnetic to "everything strangest and most powerful" (Bowen 1950:3) in Le Fanu's imagination and temperament. According to Elizabeth Bowen, "Accretion is a major factor in art. Le Fanu could not be rid of the niece and uncle till he had built around them a comprehensive book." (Bowen 1950:3) In fact, Uncle Silas appears in the novel at quite a late point. The author first chooses only to hint at him. Then the reader is presented with a portrait of him painted when he was young -a portrait that was to create a deep impression upon his naïve young niece -and only later does Maud meet him in person. Le Fanu uses this strategy in order to create tension and enrich the atmosphere required in the adventures of a Gothic heroine.
As is usual in Le Fanu, the victimized protagonists are female. The writer uses Ann Radcliffe's Gothic frame, which favours the "feminine romance" in which a girl is carried away from home by force. Nevertheless, Le Fanu departs from Radcliffe's typology by choosing to place the villain in the family. This time the danger comes from within the family, and thus Le Fanu "renders the gates that are supposed to protect the female victim from the outside ineffectual, as he enters them willingly, and finds danger within." (Ogawa 2007:19) 
2.Women Characters in Uncle Silas
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The characters in Uncle Silas, the story of a Gothic heroine whose life is in danger, may be categorized as either life-dealing or death-dealing, depending on whose side they are on. The feminine characters revolve around either Maud or Silas -they are the two polarizing centres -and it is in connection with their interests that they play a part in the economy of the novel. Maud's satellites are Cousin Monica and, later in the novel, the gypsy enchantress, Milly, and Meg
Hawkes. The only feminine character linked with Silas is Madame de la Rougierre. There are also two other less important characters -two servants:
Mary Quince, Maud's companion, and Old Wyat (or Old L'Amour as Milly nicknames her), Silas's faithful servant. The only feminine character who gains a mention in the novel but who has no connection with Maud's fate is Silas's dead wife. The explanation of her presence in the novel is to be found in Le Uncertainty in Anglo-Irish discourses was connected with representations of gender and sexuality. Given the circumstances of the Irish having to be assimilated to the English model of good citizens and of the imperial discourses that characterized such assimilation as a progress from barbarism to civilization, it was normal for specters to haunt the colonial and especially the Anglo-Irish imagination. Colonial discourses were used to allegorize Anglo-Irish relations in a family romance and expressed "fear of such a romance between Saxon and Celt on a literal level" (Howes 1992:170 no doubt the sensibility of the Celtic nature, its nervous exaltation, have something feminine in them, and the Celt is thus peculiarly disposed to feel the spell of the feminine 'idiosyncrasy' he has an affinity to [quoted in Howes 1992:347] As contemporary theories on the racial differences between Saxon and Celt represented this as, in part, a general difference, it is only natural that Anglo-Irish texts should have interrogated the prevailing political structures and issues through representations of romance, sexuality and gender. While not choosing an Irish setting, Le Fanu prefers to introduce the sexual corruption of Silas's unfortunate marriage to a lower-class Celt. Maud is placed at the centre of this conflictual issue: a great part of the plot revolves around her gradual discovery of her uncle's real nature. Herincomplete "relation to and ignorance of her heritage are part of her gendered unfitness for the task entrusted to her." (Howes 1992:180) Her father pities her, considering her to be too young.
Nevertheless, he decides to perpetuate her ignorance about the sacrifice he is demanding of her. Maud's femininity renders her potentially inadequate to be an agent of traditional and genealogical continuity. She even seems to hold the same opinion as her father, commenting, after a number of years, that she was "but a hysterical girl". She views herself as possessing a "peculiar temperament" and her narrative constantly brings to the fore her weakness of character and the precarious state of her nerves. The adjective "nervous" is used so many times with reference to Maud that we are led to think she is hysterical.
Marjorie Howes emphasises the fact that "the self-accusatory narrative of a self-confessed hysteric has precisely the structure of the Anglo-Irish Gothic." Although Uncle Silas has been described as a sexless novel, the most dangerous element in Maud's femininity is her sexual vulnerability. She views her femininity as a set of very probably dangerous sexual weaknesses and instabilities. Her assertion that if a woman is considered to be the weaker sex 285 she should therefore act as such may be illustrative of the Anglo-Irish assimilationist ideology mentioned above. Maud's femininity is an element of internal corruption within her, a link with the barbarous, and she needs to undergo a process of observation and regulation. Milly is the best example of the unregulated and uneducated female character: her education is meant to make her less unreliable and less potentially disruptive. Uncle Silas defines Milly as a "very finished Miss Hoyden" and considers that her wildness of character is due to "that line of circumvallation which has, ever since [her] birth, intercepted all civilization on its way to Bartram" (p. 240). Maud is the element of civilisation that is meant to transform Milly, thus reinforcing the novel's sense of "female social and sexual identity as something that must be carefully constructed to avoid chaos" (Howes 1992:183) .
Choosing a different angle of view, a realist one, the entire evolution of this Gothic heroine may be conceived as a struggle towards the ultimate solution: Maud's integration into civilized society. According to Claire Kahane, at the core of the Gothic novel lies hidden the "spectral presence of a deadundead mother, archaic and all-encompassing, a ghost signifying the problematics of femininity which the heroine must confront". (Kahane 1985: 336) In this context Madame de la Rougierre, through her French origins, is intended to represent a corrupting Continental influence, thus once more emphasizing the danger of assimilation. We witness a circular chain of "education": Maud is trying to civilize her barbaric cousin, while at the same time being the subject of education by the French governess, who is totally subservient to Silas Ruthyn. Duplicitous, grotesque, alcoholic, foreign and gender-ambivalent, Madame de la Rougierre is crucial to Maud's story and to the fate of her family: this is for Maud precisely the period of transition from girlhood, dominated by the father, to womanhood, dominated by the husband.
As Elizabeth Bowen stresses when referring to the governess and the master in Uncle Silas, "As a woman, she can intrude on the girl at all points […] While the uncle gains monstrousness by distance, the governess gains in monstrousness by closeness" (in Mangum 1997:215).
Madame de la Rougierre proves to be a character of nightmare rather than of education: she is a witch, a self-proclaimed "Madame le Morgue -Mrs Deadhouse". We never discover where Austin Ruthyn found her, yet the novel will later disclose that she is in league with Silas in his attempts to lay hands onAustin's will. there is more to life than she has previously seen or imagined.
Monica seems to assume the role of a mother figure. However, her advice is not very well supported by arguments -she knows things she does not want to tell her cousin. This technique of holding back information enhances the tension and suspense, especially since Maud's life depends on uncovering some horrid secret.
3.Conclusion
If we consider the entire range of feminine characters in the novel, Maud stands out as a character who exemplifies the position of women prior to the Married Women's Property Act (1872) and the movement towards emancipation. What distinguishes her is the fact that she is strong in spite of her appearance of intimidated heiress.
Through his disposition of characters, Le Fanu "shows himself, as a novelist, admirably professional, in the sense that few of his contemporaries were" (Bowen 1950:13) . We may observe that not a single character is 290 superfluous, not one fails to play his or her part in the plot. They are all very well integrated into the atmosphere, some of them creating a picturesque effect (due either to their physical appearance or to their language). Both through his characters and also through his skill in rendering a Gothic atmosphere and Gothic subject-matter in a way that was highly appreciated, Sheridan Le Fanu, in Uncle Silas, proved that he was in advance of his time, not behind it, as the work is "not the last, belated Gothic romance, but the first (or among the first) of the psychological thrillers" (Elizabeth Bowen), and since it possesses, as terror-writing, a voluptuousness that has never again been achieved.
